possibilities within the scope of the tour experience at Destrehan, represents a case in point. This article interrogates such acts of commemorative rehabilitation, probing their inconsistencies and disjunctures, and, in the process, espouses the practice of what Derek Alderman and Rachel Campbell call 'symbolic excavation', positing the need for both creative interdisciplinarity and insurgent acts of narrative reclamation in rehabilitating Afro-Creole histories. 6 It also seeks to demonstrate the importance of artistic practice in affective memorialization; as Memory Studies scholar Karen E. Till acknowledges, such practices 'challenge dominant regimes of memory by creating spaces that revisit historical social relations and imagine new possibilities.' 7 In its attempt to promote a radical model of (re)reading that takes us closer to the lived possibilities of Destrehan's Afro-Creole forebears, it thus posits the need to adapt creative interdisciplinary solutions that engage communities of colour in a process of affective memorialization. In addition to the works of Gendron, it also examines the interventions made by plantation narrative, and engages in a symbolic act of memory-work, thereby teasing out the Afro-Creole roots and routes of history and memory.
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Deconstructing Destrehan: Sites of Silence and Afro-Creole Countercultures
The Mississippi River Road in Louisiana presents scholars of the Creole Americas with a rich historical topography. The remains of the plantation infrastructure that once upheld the economies of its regional settlers preserve the spectral memory of American creolization. That is to say that these plantation sites bear the memory-traces of the divergent peoples and cultures forced into confrontation in the Atlantic World during the age of slavery. Prior to the Louisiana Purchase of 1803, the plantation economy of territorial Louisiana had centred largely on the production of foodstuffs for more commercially viable plantation economies, such as the French colony of Saint-Domingue. 10 Up until 1791, when a series of slave insurrections in the northern plantation territories exploded into revolution, Saint-Domingue had been the leading supplier of the world's sugar. 11 As its colonial economy was riven apart by rebel forces, Louisiana began to occupy a more prominent position in the nexus of Atlantic production and exchange. Land was settled and cultivated, and the diasporic spread of peoples and cultures across the region led to the formation of a uniquely 'southern' plantation culture that is often characterized by depredation, brutality, and exploitation. The plantation economy that took root in Louisiana after the Purchase exacerbated the dependency on African and Afro-Creole labour, extending on the existing colonial complex and Atlantic World markets.
In 1787 Robert Antoine Robin de Logny, commandant of the Second German Coast, entered into a contract with Charles Paquet, a free man of colour and master builder of purported Saint-Domingan origin, to undertake construction of the plantation estate that now stands at
Destrehan. Under Robin de Logny's administration, the plantation farmed indigo-a popular 9 Paul Gilroy, The Black Atlantic: Modernity and Double Consciousness (London and New York: Verso, 1993), 19. Gilroy suggests that, in addition to thinking about the relationships between 'roots and rootedness' and identity in modern black culture, we should also consider 'identity as a process of movement and mediation that is more appropriately approached via the homonym routes.' This idea is central to any theorization of Creole life in the Americas. 10 Cécile Vidal, 'Louisiana in Atlantic Perspective,' These layers are physically articulated in the architectural formation of the 'big house' that visitors approach as they turn off the River Road into the plantation complex at Destrehan.
Indeed, the existing edifice harbours the skeletal remains of the original Creole raised cottage built between 1787 and 1790, which saw significant cosmetic overhaul in 1840, when it was remodelled in the neoclassical taste and the slim, West Indian balusters flanking the gallery were replaced by double-height doric columns to create a portico across the front of the house (see Figures 1 and 2 ). Despite these innovations, and in contrast to other Creole plantations in the region, the overall Creole structure of the house built and designed by the free-coloured Charles
Paquet was altered very marginally. Furthermore, while these aesthetic transformations attempted to invoke the classical values bound up with notions of the civic patrie, the structure was paradoxically made to service the needs of the same exploitative plantation economy that had serviced Creole Louisiana since its colonial inception.
As Destrehan's tour guides attempt to demonstrate, its Afro-Creole foundations remain fundamentally integral to its existing legacy as a heritage site. As we are guided through the 'big house' we are led into a room at the top of the stairs which showcases the masonry techniques of the enslaved labourers who were employed in its construction. Here, a large section of the inner wall has been exposed to reveal a form of mortar known in Creole parlance as bousillage entre poteaux. Bousillage, we are told, was a technique deployed in housebuilding in Creole Louisiana using mud to fill the gaps between wooden struts. The fingerprints of the enslaved masons who left their marks in the bousillage remain a living testimony to Afro-Creole exchanges that were central to the construction and operation of the plantation complex ( Figure 3 ). These indelible marks of forced labour have been exposed for us to see. However, as Modlin, Alderman and We forbid slaves belonging to different masters to gather in crowds either by day or night, under the pretext of a wedding, or for any other cause, either at the dwelling or on the grounds of one of their masters, or elsewhere, and much less on the highways or in secluded places, under the penalty of corporal punishment, which shall not be less than the whip. In case of frequent offences of the kind, the offenders shall be branded with the mark of the flower de luce, and should there be aggravating circumstances, capital punishment may be applied, at the discretion of our judges. recreate an 'authentic' historical experience, they are distinctly disembodied from their historical reality. In this sense, the views of Tara McPherson, writing nearly fifteen years ago on the 'nostalgia industry' of the 'imagined South', still hold true-that the 'contemporary plantation tour functions as a displacement, reflecting dominant culture's inability to imagine the traumas of slavery in a manner that connects slavery to its historic locale and context'. 23 That context of Creole connections, confrontations, and crossings is deconstructed and disconnected, and each component part is confined to its own de-contextualized space.
This sense of nostalgic disconnect is reinforced by the fact that the house and grounds are preserved in historical stasis, during the period of colonial and antebellum slavery, and during the reign of the Creole D'Estréhans in particular. Indeed, although we learn at one point on the tour that the plantation served as a Home Colony run by the Freedmen's Bureau after the end of the Civil War, the restoration of the estate negates its radical historical (and indeed revolutionary)
metamorphoses. This invalidates both its Afro-Creole roots and routes, which expose a long history of transformation and overhaul wrought through struggle against a dominant white plantation infrastructure. Although as Horton notes, it is necessary for plantation sites to engage in 'meaningful conversations about race […] within the context of history,' 24 it is also necessary to acknowledge that history is neither static, frozen, nor linear. As Eichstedt and Small argue, this mode of telling 'decontextualizes people and practices, removing them from concrete historical moments, dynamics, and politics.' 25 To anchor the plantation within a singular historical moment that negates its historical afterlife as a Home Colony does not confront how the Afro-Creole inhabitants that were so central to its operation attempted to deconstruct and rewrite this history at successive moments throughout its life-cycle-most notably, and most radically, during the 1811 German Coast Uprising.
That the historical experience of the plantation tour focuses predominantly on the legacies of the elite white householders of the 'big house' should really come as no surprise when the histories of the enslaved at such sites are so often reduced to inventorial records of plantation 'stock'. In this sense, it is important to recognize that Destrehan attempts to rehabilitate some of the Afro-Creole personalities that the plantation archive actively disavows. Noel Destrehan', 27 the pre-eminence of her narrative is undercut by the lack of affective unity between her symbolic manifestation and her personal history. The scene in which she is presented is one of comfortable, sanitized domesticity. Moreover, while the physical manifestation of Margueritte's mannequin attempts to recuperate a more intimate personal narrative by presenting a figure to which visitors can connect on a physical and sensory level, it also reproduces historic silences. Margueritte is enslaved; she wears the uniform of labour; she can also trace her lineage to Africa, which we can infer, perhaps, from the colourful tignon wrapped about her head. These historical materialities nevertheless jar uncannily with the fact that, phenotypically, Margueritte is almost white. Indeed, there is barely any distinction between the skin tone of Margueritte and that of Jean Noël, whose mannequin is housed in the upper parlour. The sense of uncanny dis-ease that we are meant to feel about the encrypted history of Margueritte's maternal ancestors, who were likely subjected to systematic sexual abuse by their white overlords is nevertheless treated with a palpable trepidation. Any possible connection between materiality and trauma is also subverted by the disconnection between slave life on the wider plantation and domestic life in the 'big house'. Given that the institutionalized rape of women of colour was a fundamental engine of the plantation regime, the conscious choice to frame Margueritte's history as one of quaint domestication is decidedly apolitical. 
German Coast Uprising Exhibit
Although the static figure of Margueritte embodies Destrehan's many imperfections, it would be disingenuous to suggest that its efforts at telling intersectional and affective Creole histories is wholly superficial. Indeed, the permanent exhibit of Hahnsville folk artist Lorraine Gendron's artworks depicting the story of the 1811 slave revolt along the German Coast goes a log way toward fulfilling a 'symbolic excavation' of an alternative and insurgent Afro-Creole experience.
Indeed, Gendron's artworks, their configuration within the exhibition space, and the associated dialogue that frames them, form part of a significant 'reconstructive process, the process of moving the enslaved from the realm of being forgotten to the realm of being remembered and recognized publicly.' 29 The exhibit is housed in Destrehan's Education Centre, an overseer's cabin which formerly belonged to the Caire-Graugnard Plantation in Edgard and was donated to Destrehan in 2003 ( Figure 5 ). While admittedly posing certain ideological problems due to its distance from the 'big house', which inhibits visitors from being able to connect with the stories that it helps to recuperate, the chosen exhibition space has a particular symbolic resonance. As a former overseer's cabin, it marks a sight and site of oppression and brutality that marked the daily working life of the Creole plantation. Although Andry's son was killed in the affray, Andry himself survived, and notified the authorities. A militia was soon despatched, and the slaves involved were outnumbered in battle.
Those that survived the brutal massacre that ensued were rounded up and captured. On January 13, a trial was held on the site of Destrehan Plantation. Twenty-one slaves were found guilty and sentenced to death, and after their execution, their bodies were decapitated and their heads placed on pikes along the River Road to serve as a warning to any unruly slaves in the region. generally-serve to anchor the album firmly within a context of Afro-Creole struggle, adaptation, and cultural resilience. Similar references abound throughout the visual album:
references to the plantation; to the physical and emotional labour borne by Black women under repressive white (para-and neo-)colonial apparatuses; to the perpetuation of structural inequalities whose roots can be traced to slavery. It presents an uncanny reflection of the dark heart of the region and its history. 37 Shot almost entirely at Destrehan Plantation, Lemonade's 'Hope'/'Freedom' sequence presents a gateway into the past that penetrates to the core of such cultural experiences and imagines creative possibilities that articulate rebellious countercultures and redemptive community-oriented futures. It confronts the traumatic memories of the plantation landscape, but also showcases the progressive, affective, and inclusive modes of telling that fortify an insurgent Afro-Creole poetics, which in turn inform our understandings of how such spaces can be better theorized and de-/re-constructed.
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The sequence opens onto a full-colour scene depicting a group of women preparing food in the building that previously served as the old kitchen outbuilding on Destrehan Plantation. The scene is one of abundance and uplift, and the costumes worn by each of the women serve to reinforce their kaleidoscopic variety; while their evocation of antebellum Victoriana harkens back to a specific period in the historical past, they also reflect the adaptations, innovations, and re-articulations that became a hallmark of Afro-Creole life during the age of slavery and beyond.
As Simmons notes, it articulates a kind of '"present-past time-space" that calls upon enslaved ancestors, just as it points to the future'. 39 In other words, while looking back, it also looks decisively forward, and, in so doing, creates a new life for a space typically defined within the plantation complex as a space of labour and exploitation. In so doing, it celebrates the vitality and strength of Black female communities, and opens our imagination to new possibilities for however, it is important to question how such conservative ethics of self-reliance speak to the lived realities of women of colour whose labour is often exploited for commercial gain in the production of such material goods. Such contradictions between the artistic agenda and the ethics of production inevitably constrain the powerful and regenerative force of Lemonade's rebellious Afro-Creole poetics and its ability to transcend Destrehan's elite white veneer.
Nonetheless, in challenging the ethics of Lemonade's production, it is important to recognize that Knowles Carter, as a woman of colour, is especially vulnerable to critique, and is often held to higher standards than wealthy white women who operate under the auspices of feminism. 66 It is also important to recognize that, in shaping a new critical discourse that engages with creative, multimodal practice to excavate occluded Afro-Creole histories and built sustainable, community-oriented futures, artists undertake difficult and controversial work that is almost always incomplete and imperfect. As such, however, it offers a model that, by token of its imperfect nature, facilitates an interactive process of revision, renegotiation and reinvention that paves the way for radical new possibilities. In this sense, the kinds of counter-narratives proposed by the likes of Gendron and Knowles Carter should be seen as a starting point rather than an end point for the excavation of occluded Afro-Creole histories.
The imagined possibilities presented by these counter-narratives demonstrate the need to continue the work of radical overhaul on the Creole plantation. It is no longer adequate to 'integrate' occluded Black histories into the existing narrative framework of heritage tourism, as that framework remains fundamentally bound up with the oppressive apparatus of the plantation system. Afro-Creole histories should be used, in other words, to strategically shape new modes of narrativization and interpretation. Although Destrehan is making strides to effect these important changes, soliciting collaborations between regional scholars and artists to mark 65 hooks. 66 Writing in response to hooks's acerbic critique of Lemonade, the Ebony columnist Jamilah Lemieux highlighted the contradiction between hooks's denigration of Knowles Carter and her support for the feminist campaign work of the actor Emma Watson. See Jamilah Lemieux, 'bell hooks and the Sour "Lemonade" Review, Ebony, May 11, 2016, https://www.ebony.com/news-views/bell-hooks-lemonade-beyonce.
important events in Destrehan's history, 67 this work needs to be ongoing, and not purely commemorative. If Creole histories continue to be narrativized in selectively affective ways, then they will only ever be understood through a historical framework that privileges momentary event-ness, decontextualized from evolving histories that inform the present moment. By contrast, multimedia modes of telling that draw on interdisciplinary interpretative approaches (enacted not just through scholarly activity, but through artistic and activist memory-work that explores a host of imagined possibilities) help us to understand the transgenerational legacies of enslavement and colonization and the diverse insurgent responses of Afro-Creole culture through to the present.
